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E14e Musical imes 
AND SINGING- CLASS CIRCULAR. 

MAY I, 1913. 

THE CENTENARY OF THE BIRTH OF 

RICHARD WAGNER. 

William Richard Wagner was born at Leipsic 
on May 22, 1813. He died at Venice on 
February 13, 1883, and was buried at Bayreuth. 

Whatever acute differences of opinion Wagner's 
music aroused during his lifetime, there is now 
throughout the civilized world a wide and deep 
appreciation of his colossal achievements. As 
other great composers had done before him, 
Wagner compelled musical humanity by the force 
of his genius to accept his idioms. It is the sense 
of this formative influence of an original thinker 
that induces many critics to hesitate to 
condemn positively the Scriabins and Sch6nbergs 
who are to-day making a new and bewildering 
appeal to our conventional brains. 

This year being the centenary of the great 
musician's birth, we propose to discuss in the 
light of present-day developments and views, some 
of the important considerations that arise out of 
his theories and works. Already have we printed 
a long article on 'Wagner and super-Wagner,' by 
Mr. Ernest Newman (February), and one on 'The 
Rhythmic Weakness of Wagner,' by Mr. Robert 
Ralph (April). A further article by Mr. Newman 
appears in our present issue. 

The following is a list of the operatic works 
composed by Wagner by which he is chiefly 
known : 

Rienzi, 1838-1840. 
Die Fliegende Hollinder, 1840-1841. 
Tannhatuser, 1842-1845. 
Lohengrin, 1846-1848. 
Das Rheingold, 1853-1854. 
Die Walkiire, 1854-1856. 
Tristan und Isolde, 1857-1859. 
Siegfried, begun 1857 and completed in I871. 
Die Meistersinger von Niirnberg, 1862-1867. 
Gdtterdammerung, 1870-1874. 
Parsifal, 1877-1882. 

The first London performance of 'Tannhauser' 
was given at Covent Garden in 1876, but the 
Overture was performed in this country for the first 
time by the New Philharmonic Society (London) 
in I854. 

We have thought it appropriate on this occasion 
to renew the portrait of Wagner which was 
given with our September, 1906, issue. 

WAGNER'S PROSE WORKS. 

By ERNEST NEWMAN. 

It is rather curious that among the many plans 
for celebrating the centenary of Wagner, no one 
has thought of bringing out a popular working 
edition of the best of his prose works. 

As a writer he is still singularly little known in 
this country. For this the peculiar quality of 
most of the translations is largely responsible. 
They convert his German, which is often clumsy 
and tortuous enough to begin with, into a curious 
sort of pseudo-Teutonic English that no one ever 
talked or wrote before or since; and it is hardly 
astonishing that people who have broken a tooth 
or two on one of these very tough nuts should'shy 
at tackling the remainder. 

There is, too, so much dead matter in the twelve 
volumes of Wagner's prose and verse that it would 
not repay anyone except those who were studying 
him for literary purposes to read them all through. 
But a very useful and interesting selection might 
be made that would compress into a couple of 
moderate-sized volumes the bulk of the prose 
works that are likely to keep the breath of life in 
them. Some of the writings would be all the 
better for a drastic curtailment or compression; 
it would be possible, for example, to condense the 
essential argument of 'Opera and Drama' into 
about half its present bulk. But as this, the longest 
of Wagner's theoretical writings, now exists not 
only in Mr. Ashton Ellis's translation but in the 
very useful working edition of Mr. Edwin Evans, 
there is no necessity for a further issue of it even 
in a summarised form. But some publisher 
would be doing the musical world a real service 
by bringing out a readable translation of some of 
the remainder of Wagner's prose works. Very few 
of them, I think, will live except those that 
are concerned more or less directly with music 
and himself. There is no reason for reprinting 
that portion of a musician's prose works in 
which he is most obviously straying beyond his 
own field --sociological works that have not 
commended themselves to sociologists, historical 
works that have been passed over in stony silence 
by historians, political screeds that mean even less 
now than they did when they were uttered, and 
metaphysical speculations that have long since had 
their day. The only Wagner the world will care 
for fifty years hence is the Wagner who consciously 
made his life one of the most dazzling of romances, 
and the Wagner of the music-dramas. An almost 
ideal biography of the man would be a collection of 
his letters grouped in chronological order. And as 
for Wagner the musician and dramatist, we really 
need, for ordinary purposes, only so much of the 
prose works as will help us to a better insight into 
the workings of his mind and a better understanding 
of the course of his development. His lectures to 
the Germans, his facile nonsense about the French, 
his theories of food and of 'redemption,' all this 
can now be allowed to go quietly along the 
primrose path to the everlasting bonfire, along with 
preposterous dissertations like the essay on the 
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'Wibelungen.' The ideal selection would begin with 
the' Autobiographical Sketch' (1842), and work up 
through the early essay on 'The Overture' (1841), 
'Art and Revolution' (1849), 'The Art-work of the 
future' (1850), the ' Communication to my Friends' 
(1851), the article on 'Liszt's Symphonic Poems' 
(I857), the 'Zukunftsmusik' (1861), and the 
'Destiny of Opera' (1871), to the writings of the 
last years-' Actors and Singers' (1872), 'On 
Poetry and Composition' (1879), 'On Operatic 
Poetry and Composition' (1879), and 'The 
Application of Music to the Drama' (1879). These 
works would give a continuous picture of his 
development to full consciousness of himself as 
dramatist and musician. 

The 'Beethoven' (1870) would show in its 
fullest form his expansion of the Schopenhauerian 
theory of the nature of music: while his often 
penetrating and always interesting judgments upon 
certain of his contemporaries would be seen in 
curtailed versions of the articles on Auber, 
Spontini, and others. The selection could be 
completed with a few of his 'explanatory 
programmes' to his own works and those of 
others, and the fascinating treatise on 'Conducting'; 
and altogether it would give, I imagine, the ordinary 
student of Wagner all he needs to know of him. 

It is a pity that Wagner's prose style altered so 
much for the worse as he grew older.* In his young 
days he wrote in a manner that won the admiration 
of exacting critics like Heine and Berlioz-lightly, 
brightly, and with a vein of humour running 
through his arguments. His very earliest work is 
mostly interesting now only in that it confirms the 
picture he gives of himself in the ' Autobiographical 
Sketch,' the ' Communication to my Friends,' and 
'Mein Leben,' as a very eager young spirit quite 
unconscious of any definite goal in life or art, and 
hovering uncertainly in his musical tastes between 
Beethoven, Weber, and the French and Italian 
schools. The journalistic work he did in Paris 
was for the most part merely good pot-boiling: 
but two essays of that period are specially worth 
preserving,-the delicious article on the Paris 
performance of ' Der Freischiitz,'t with its really 
admirable banter of the Paris Opera, and the 
article on 'The Overture,' in which we have in 
embryo-in i84i-many of the ideas as to the 
relations between poetry and music that Wagner 
afterwards worked out in such copious detail in 
'Opera and Drama,' and other works. It is 
one of the most luminous of all his articles, 
and one that no student of musical xesthetics 
should fail to read; it shows us Wagner slowly 
feeling his way-before the 'Flying Dutchman' 
was completed-to the free emotional forms of his 
maturer work. Already there is the striking insight 
into the soul of Beethoven's music that makes 
Wagner's later writings upon him so impressive; 
and several of the ideas of this youthful essay have 
been reproduced in substance and almost in 

phraseology in the great treatise of thirty years 
later on Beethoven-notably the passage in which 
it is contended that the 'Leonora' No. 3 Overture 
is a better because a more concise drama than 
the whole of the rest of the opera. 

After the 'Autobiographical Sketch' which he 
wrote on leaving Paris in 1842 to settle at Dresden, 
he wrote practically no prose till 1848; but just as 
his brain was still maturing musically between the 
completion of 'Lohengrin' in I848 and the 
commencement of the 'Rhinegold' in I853, 
though he actually wrote no musical work during 
all that time, so between 1842 and 1848, though 
he published virtually no prose, his ideas on 
muscial mesthetics were all the while ripening. It 
may be that his official duties at Dresden, together 
with the composition of 'Tannhauser' and 
'Lohengrin,' left him little time for theoretical 
work; but in 1848 he had evidently come to the 
first great crisis in his growth. He had conceived 
the idea of an opera on the subject of 'Siegfried's 
Death,' and with it he had, unconsciously at first, 
turned his back for ever on the old world of opera 
and opera houses. His political activities during 
the ferment of 1848 and 1849 were probably only 
a by-product of a general restlessness and hunger 
of the mind at this time. He put his music- 
paper away, as we have seen, for five or six 
years, and both at Dresden and in his 
Swiss solitude tried to take his bearings in art 
in general and music in particular. His seething 
brain was always a little too full for comfort: and 
the period of 1848 to 1852 was one in which he 
worked out in seizable form the thousand ideas 
that had been obsessing him since 1842, and daily 
becoming more clamorous for expression. The 
thoughtless old charge against him was that he 
worked out a theory and then wrote operas to 
demonstrate it. The truth was that ' Tristan' and 
the ' Ring' and ' Parsifal ' were within him from his 
youngest manhood, as the oak is in the acorn. 
Wagner was one of the men who assimilate every- 
thingfrom life without it altering a fibre of their native 
personality, or deflecting them an inch from their 
primal bias. Some natures grow by accretion- 
what is taken in from the outside can profoundly 
modify the original tissue, and the, final man is the 
balance struck between what he was in himself and 
what came to him from the outside. With others, 
no amount of outside influence can alter one jot of 
the original nature. Wagner was one of these: he 
was predestined to do certain work, and all his 
music and all his prose was simply the slow 
discovery of himself, as the full-grown oak is the 
acorn's discovery of itself. 

This diagnosis of him explains his unshakeable 
confidence in himself, his intolerance of contrary 
opinion, his inability to grant the possible existence 
for others of anything that did not exist for him, 
and the fact that once he had found his own 
compass he steered by it to the end of his days. 
The musical writings of the last three or four years 
of his life, though they are more lucid in style and 
more concise in argument than those of thirty 
years before, are yet only restatements or slight 

* It became clearer again in his latest years. 
t It appeared in the Dresden Abend-Zeitung in July, 1841, and was, 

of course, written after the performance. The other article, in the 
Gazette Musicale for May, was intended to prepare the Parisian public 
for the production. 
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variations of the old themes. He might have 
said all he had to say upon music, once 
for all, long before he was forty, had he been 
capable at that time of the necessary compression 
both in his thinking and his writing. What makes 
the latest prose works so admirable is the general 
swiftness of their thought and the concision and 
directness of the expression: essays like those 'On 
Operatic Poetry and Composition,' and 'On the 
Application of Music to the Drama,' are things to 
read again and again. But at the end of the 
'forties his mind was, as he afterwards said, 'an 
impassioned tangle of ideas.' The unwieldy 
'Opera and Drama' is a desperate attempt 
not so much to instruct the public as to 
come to consciousness of himself: he cut his 
way in the end through that monstrous jungle, 
and ever afterwards had nothing to do but follow 
his star. The purgation that work had effected in 
him, and the general gain of clarity in his later 
writings, may be seen by comparing the 
' Reminiscences of Auber' (1871) with the 
passage on ' Masaniello' in 'Opera and Drama' 
(185i). There is still a little of the typical 
Wagnerian fudge about 'the French nature '-a 
thing he all his life remained as constitutionally 
incapable of understanding or appreciating as a cat 
is incapable of understanding a dog--but on 
the whole the latter essay is free from the mists, 
the sham generalisations, the self-deluding verbiage 
of the earlier work. In his last years he could be 
as wordy and as foggy as ever when he was setting 
the world right on some metaphysical or political 
or ethnological question on which he had no 
particular authority to be speaking at all: but he 
was lucidity itself in his discussions of music. 

His prose works, then, are merely, as it were, a 
series of beads of irregular form and varying value 
strung upon the one unchanging personality. 
There were two fundamental strains in him, the 
artist and the social revolutionist-though the latter, 
strictly speaking, is only a branch of the former. 
He sighed for a new social and political world 
only because in no other kind of world could art 
exist as he desired it to be. And as an artipt he 
wanted the whole world to go his way. As he was 
largely insensitive to the qualities in painting, 
sculpture, and poetry that endear them to painters, 
sculptors and poets, he calmly demanded that all 
these should give up their joy in their own work and 
devote themselves simply to co-operating in his art 
of music-drama. In later years he recognised 
that the political visions of his early manhood had 
been unrealisable, but he was as intolerant as ever of 
the other arts so far as they did not fit in with his 
own purposes; even in 1879 he was capable of 
saying, for example, that all Greek genius was 
nothing but 'an artistic re-editing of Homer,' and 
of seeing nothing in rhyme but a more or less 
mechanical jingle. 

He was wholly absorbed in music-drama: that 
was the one channel through which the life-force 
in him could find an adequate outlet; and as the 
greatest need of his soul as an artist was logic, 
coherence, consistency, the problem that racked him 

was how to build up a musical drama that should 
be profoundly human in quality and thoroughly 
organic in tissue. It is extremely interesting to watch 
this ideal coming to realization both in his stage 
creations and in his prose works. It is in pursuit 
of this vision that he ranges, in the tortuous pages 
of 'Opera and Drama,' through the heavens above 
and the earth beneath and the waters under the 
earth. Rid the huge book of all its superfluous 
matter and we arrive at last at the simple 
propositions that music-drama is a union of drama 
and music, that each must take something from 
and give something to the other, that the drama 
must be worthy and capable of moving us, and 
that the music must be a living organism, not an 
arbitrary collection of badly-jointed limbs with no 
flow of blood between them. It is this that the artist 
in him was driving him on to create, and it used the 
thinker in him merely for its own purposes of 
clarification. The ' Communication to my Friends' 
is simply a long and passionate statement of this 
need for an organic substance and form in music- 
drama, and the means by which he thought he had 
attained it. He is throughout unconscious that it 
was the musician in him that was guiding and 
controlling every other factor of his being. We can 
see clearly enough now that it was so. With a very 
slight change in his original make-up he would 
have been a composer of the stamp of Beethoven, 
content to work within the limits of a purely 
orchestral form: But his musical sense had a 
more definite poetic turn than Beethoven's, and he 
needed a definite poetic basis upon which to weave 
his symphonies of voice and orchestra. Music 
meant little or nothing to him unless it spoke 
directly of humanity and to humanity. No theme 
must be invented for mere invention's sake, or 
worked out for the mere sake of working-out: it 
must spring into being as the expression of an 
overwhelming human need or of some blinding 
vision, and must answer in all its changes 
to the changing life of the man or mood it 
painted. It was this inevitableness of idea 
and of form that he admired in Beethoven 
and missed in Brahms. It was his inability to 
compromise on the matter that made him 
contemptuously sweep out of existence most of 
the music of his day. It was precisely in this 
broadening of the Beethovenian spirit and design, 
and the making of them instruments capable of 
expressing every emotion that mankind can feel, 
that he opened out such enormous possibilities to 
music. It can hardly be said that a tenth of 
these new possibilities have been realised since 
his death. The formalist, the academic, the 
conservatoire are still with us,-all the crowd 
of little timid souls who see nothing but 
ruin off their own safe sheep-tracks; and even the 
bigger men have not built upon Wagner anything 
so vast and so enduring as the edifice he erected 
on the work of Beethoven. But for neither 
failure is he to blame : it simply means that after all 
these years of familiarity with his music and his 
theories, the world at large has not even yet 
assimilated the essence of his teaching. And so it is 

This content downloaded from 144.122.201.150 on Sat, 30 Jan 2016 06:20:46 UTC
All use subject to JSTOR Terms and Conditions

http://www.jstor.org/page/info/about/policies/terms.jsp


30c 
THE MUSICAL TIMES.-MAY I, 1913- 

as well for us to go again and again to the prose works 
in which he revealed his vision of a music human 
and sincere in every fibre of its being, and 
growing from bar to bar with the infallible consistency 
and coherence of a tree, the root implying the 
smallest branches and the leaves, these in turn 
implying the root. The sensible thing would be 
to burn nine-tenths of the text-books on 'form' 
that are at present forced into the hands of 
students, and to set them to master these writings 
of Wagner upon form,-so penetrating in their 
insight, so drastic in their expression, so un- 
compromising in their idealism. We shall have to 
go beyond even his sense of form some day, but 
that will not be until we have caught up with it. 

THE PROBLEM OF DISCORD. 

By M.-D. CALVOCORESSI. 

Among the problems alluded to at the close of 
the article on 'The perplexities of the modern 
music-lover' (A/usical Times, March, 1913), none 
is more irritating, perhaps, than the one resulting 
from the fact that in new works we frequently 
meet with combinations that we cannot help 
finding unsatisfactory--even offensive: that upset 
all our notions of musical beauty, or at least 
make us feel that the composer is at cross- 
purposes with our taste and with the standing 
order. 

Slight as that problem may appear-especially 
when we remember how soon men learn 
thoroughly to enjoy things that they had begun 
by feeling themselves quite unable to tolerate, and 
how we admire in classical masterpieces many a 
passage that had been in its time condemned as 
cacophonous-it deserves not to be overlooked; 
for it touches, as I will now attempt to show, 
several more general problems, which an 
investigation of it can but help to solve. 

What is 'discord'? According to Grove's 
Dictionary (article by Sir Hubert Parry), 'A 
combination of notes which produces a certain 
restless craving in the mind for some further 
combination upon which it can rest with 
satisfaction. The changed combination which 
must follow discords in order to relieve the sense 
of pain they produce, is called the resolution.' 

According to I)r. Hugo Riemann('Handbuch der 
Harmonielehre' and passim), ' discord results from 
the disturbance, through foreign elements, of a 
chord's unity of meaning. Chords that have the 
outward appearance of consonant major or minor 
triads may nevertheless be dissonant: for the notion 
of consonance is neither physical nor physiological, 
but psychological.' 

We need not for our present ends take into 
account Dr. Riemann's definition, which remains 
abstract and merely technical, whereas Sir Hubert 
Parry's is concrete and comprehensive enough to 
suit our purpose. The first question, then, is-- 
I-low and why do composers use discord ? 

We may, without further ado, leave aside the 
usual case, common to classical music and to 
modern, of its uses as a counterfoil, a transition, or 
for a definite expressive purpose. What concerns 
us is the fact that in modern music discords, in 
greater quantity, and new, 'harsher' discords, are 
ever appearing; that they are no longer atoned for 
by palliative, grateful resolutions, but are set forth 
as grateful in themselves. 

Having made that remark, the wise will, if they 
have not reached it yet, forthwith come to the 
conclusion that if we are to enjoy modern art at 
all, we must begin by admitting that no habit and 
no art-rule, be it as time-honoured as that of 
'resolution,' is imprescriptible; and even if the 
investigation of the problem of discord led to no 
other result, the time spent on it would be repaid. 

In his admirable paper on 'The meaning of 
ugliness in art' (London Congress, 19I1), Sir 
Hubert Parry remarks that 'every advance in 
art has been made by accepting something which 
has been condemned as ugly by recognised artistic 
authorities. It is not so very long ago that such 
simple things as major thirds and major sixths 
were regarded as unpleasant,' and that often 'the 
feeling of ugliness which people think they suffer 
from is merely the result of not understanding.' 
In other words the distinction between an 
a~sthetically painful feeling and an vesthetically 
pleasant feeling is wholly arbitrary. It would 
have been futile to try to convince those who 
found major thirds or sixths unpleasant that they 
were wrong: but nevertheless the combinations 
have proved themselves pleasant in the long run, 
and it would be no less futile to try to affirm their 
unpleasantness. 

Berlioz found intolerably harsh discords in 
Wagner's 'Tristan'; and a score of the work is pre- 
served that bears in contemptuous and angry pencil 
annotations many a proof of his sincerity. Reams 
of paper are nowadays blackened in attempts to 
decide whether M. Debussy's favourite harmonies 
are beautiful or unbearable. And it would take 
time to discover three score music-lovers prepared 
to declare that M. Arnold Sch6nberg's discords 
are not extremely painful. Let us waste no time 
in trying to ascertain if in the latter two cases the 
matter will eventually be settled as it is in the first: 
the many questions pertaining to the problem of 
discord that come to the mind of the practical 
oesthetician do not include horoscopes. 

The esthetical appeal of discord when used for 
a definite dramatic purpose (the beginning of the 
final section of Beethoven's Ninth Symphony, the 
climax of the Venusberg section in the 'Tannhtuser' 
overture, the first part of Liszt's 'Dante' Symphony 
afford striking and familiar cases in point) calls for 
no comment. Let us notice, however, that when 
writing dramatic music or a tone-poem-and, more 
generally speaking, when intent on expressing 
intense and definite feelings of a painful kind-a 
composer is led to use, to invent more daring 
discord than any belonging to the usual idiom of 
'pure' music of the same period. The remark is 
of no special use to us at present, except for 

This content downloaded from 144.122.201.150 on Sat, 30 Jan 2016 06:20:46 UTC
All use subject to JSTOR Terms and Conditions

http://www.jstor.org/page/info/about/policies/terms.jsp

	Article Contents
	p. 297
	p. 298
	p. 299
	p. 300

	Issue Table of Contents
	The Musical Times, Vol. 54, No. 843 (May 1, 1913) pp. 289-341+1-8+1-4+342-360
	Front Matter [pp. 289-296]
	The Centenary of the Birth of Richard Wagner [pp. 297]
	Wagner's Prose Works [pp. 297-300]
	The Problem of Discord [pp. 300-302]
	Erich J. Wolff's Songs [pp. 302-303]
	Occasional Notes [pp. 303-304]
	Notes on Organs at Windsor Castle [pp. 304-308]
	Hugo von Hofmannsthal [pp. 308-309]
	A Spanish Lyric-Drama at Nice [pp. 309]
	Fresh Light on Old English Airs [pp. 309-310]
	Church and Organ Music. 'The Reform of Church Music' [pp. 310-313]
	Reviews
	Review: untitled [pp. 314]
	Review: untitled [pp. 314]
	Review: untitled [pp. 314]
	Review: untitled [pp. 314]
	Review: untitled [pp. 314]
	Review: untitled [pp. 315]
	Review: untitled [pp. 315]
	Review: untitled [pp. 315]
	Books Received [pp. 315]

	Correspondence
	The 'Passion' Chorale [pp. 315-316]
	The Pedal Organ [pp. 316]
	Wagner and Super-Wagner [pp. 316]
	Theatre Music and Musicians [pp. 316]
	Organ Wind-Pressures [pp. 316]

	Obituary: Francis Korbay [pp. 317]
	Obituary: John Skelton Bumpus [pp. 317]
	Obituary: D. Emlyn Evans [pp. 318]
	Obituary: John Thomas [pp. 318]
	Dvorák's 'Stabat Mater'
[pp. 318]
	Bantock's 'Atalanta in Calydon' at Sheffield [pp. 318-319]
	London Concerts [pp. 319-320]
	Sacred Music
	The Lord Our God Be with Us. From the Anthem, "Lord, Thou Art God" [pp. 321-327]

	Suburban Concerts [pp. 328]
	Music in the Provinces [pp. 328-335]
	Country and Colonial News [pp. 335-338]
	Foreign Notes [pp. 338-341]
	Miscellaneous [pp. 341]
	Answers to Correspondents [pp. 341]
	Extra Supplement: The Goslings [pp. 1-8]
	Extra Supplement: The Competition Festival Record May 1, 1913 [pp. 1-4]
	Back Matter [pp. 342-360]



